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KEMBRANDT AND HIS ETCHINGS 

FAIli & liewtiful citie, 
and of sweeie situa- 
tion" and famous for 
"ye universitie wherwith 
it is adorned ;" such was 
Leyden as the fresh eyes 
of the youthful William 
Bradford saw it when the 
little company of Eng- 
lish exiles, later revered 
as the Pilgrim Fathers, 
sought asylum in Hol- 
land. The fame of Leyden was to be further per- 
petuated, although Bradford knew it not, by one 
who had but just been born there when the 
English pilgrims came to the friendly university 
town ; one who has added to the fame of his native 
place chiefly because he did not attend that 
university, which seemed so attractive to young 
Bradford. The father of this boy determined that 
he should have a collegiate education that he might 
sometime hold a town office, and fondly hoped that 
he was preparing him for it (in, perhaps, the very 
schools attended by the English children}, when the 
lad made it clear to alt men that he had no head for 
Latin and a very decided talent for drawing. So it 
came to pass that at the time Bradford and his 
friends set their faces toward America, and per- 
force turned their backs upon that "goodly & pleas- 
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aate citie which hud been ther resting place near 
twelve'yeara," Rembrandt Harmens van Rijn, the 
youngest son of a miller of Leyden, turned his face, 
too, from the old toward the new. They sought 
liberty to live and to worship according to the bright 
light in their hearts ; he, too, sought liberty to fol- 
low in a no less divinely appointed path, impelled 
thereto by an irresistible force which, after half a 
century, retained all its early vigor. They broke 
from the ways of their fathers and bore an import- 
ant part in the development of the great American 
nation^ie emancipated himself and his art from the 
thraldom of tradition and conventionality and be- 
came the first of the great modern masters of arj7 

The twelve-years' trace between the humiliated 
Dons and the stocky Dutchmen was now nearing 
its end, and Bradford says, "There was nothing 
but beating of drumes, and preparing for warr," 
This was one of the reasons why the peaceable Pil- 
grims sought a new home beyond the sea. But 
Rembrandt, already absorlied in his art-studies, saw 
nothing, heard nothing of these preparations; his 
ears were deaf to the drum-beats, his eyes were 
seeing better things than the "pride, pomp and cir- 
cumstances of glorious war." There can be ho 
question about his utter luck of interest in things 
military'. When, at long intervals, he tried war- 
subjects (aa most men sooner or later try their hand 
at the thing they are least fitted for) he failed piti- 
fully. He could create a masterpiece of a " Man in 
Armor," or a "Night Watch," where the problems 



.b, Google 



were purely artistic, and swords and flags were 
simply bits of fine eolor^^ut the painting or etch- 
ing that breathed the actual spirit of war he could 
not produce/> There is matter here for rejoicing. 
War and her heroes have had their full quota of the 
great artists to exalt their work. And now comes 
■one who loved the paths of peace. With brush and 
etching-needle he made record for all time of the 
dignity and rare beauty which he found in ordinary 
hum-drum walks of life. We may even say that he 
exalted doctors and artists, housemaids and shop- 
keepers, yea even the very street-beggars, into such 
important personages that their portraits are still 
e^erly sought after by the great ones of the earth. 
It was during the lifetime of Rembrandt (1606- 
1669) that much of the wonderful development of 
Holland took place. She had come to her great- 
ness gradually, but by the middle of the seventeenth 
century she occupied a leading place among the in- 
dependent nations of Europe. Great discoverers, 
Kke Henry Hudson, had given her new dominions 
east and west, and colonization had begun. On the 
sea her fiag was supreme ; her merchant marine, 
going to and from her own possessions was seen in 
every port of the world ; her admirals, Kuyter and 
Tromp, had won her an illustrious place forever in 
the annals of naval warfare. These were the days 
of Milton and Ben Jonson; of Cromwell, Grustavus 
Adolphus and Richelieu ; of Murillo, Rubens and 
Van Dyck — days when Holland had within her own 
borders such men as Barneveld, the great statesman ; 
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Grrotius, the father of iaterDational law ; ypiooza, 
the philosopher and JohD de Witt, the Grand Pea- 
Biooer — besides that noble group of artists : Hals, 
Cuyp, Ruysdael, Potter, Steen and Ostade. These 
days, too, saw the settling of many states in America, 
the founding of Quebec, New York and Boston. 

Strangely apart from all these history-making 
movements, and from his peers among men, dwelt 
Rembmndt, the great master, in Amsterdam, serenely 
happy to-day in painting a portrait of his loved 
Saskia, to-moirow in etching the features of a wan- 
dering Jew. He had given himself, body and soul, 
to his art, and no man or movement of men could 
distract him from his work. Year by year his busy 
brain and dexterous hand produced paintings, etch- 
ings, drawings, in slightly varying proportion, but 
always in amazing quantity. For his forty-one 
productive yeirs we find to his credit the average 
annual output of thirteen paintings, nine etchings, 
and thirty-nine drawings. And these numbers would 
be materially greater, doubtless, had we a full record 
of his work. 

A few decades ago the ordinary person thought of 
Rembrandt only as a great painter ; that time has 
fortunately passed. Modern engraving methods 
have made it possible to spread broadcast reproduc- 
tions of his etched work. Thanks to these mechan- 
ical engraving-processes some of Kembrandt's etch- 
ings are now familiarly known and, to a degree at 
least, they are appreciated. No reproduction, how- 
ever, can ever give the subtle quality of the original, 
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and a revelation comes to one who looks for the 
first time on sonuuiirilliant, early impressions of hia 
famous plates. <^e ink is still alive; the Chinese 
or Japanese paper which Bemhrandt generally used, 
has sometimes gone very yellow and spotted, but 
oftener it has the fine mellowness of age^ We treat 



Rtmbrandl's Mother . 



it with respect, almost with reverence, for we re- 
call that these very sheets of paiier were dampene<i 
and laid upon the etched plate, already prepared by 
the hands of the great etcher himself. Each im- 
pression he pulled was as carefully considered as tho 
biting of the copper plate. He varied the strength 1 
of the ink, the method of wiping, the pressure used ; / 
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[bDowiDg the possibilities of his plate, be so manipu- 
lated it that it responded to bis tquch as a piano 
responds to the touch of a musician. /The poor im- 
pressions and very late states, of which, unioitun- 
ately, many exist, are generally the work of those 
mercenary ones into whose hands the plates fell 
after his death — sometimes even before. Like a 
man with no music in his soul attempting to improve 
upon a sonata by Beethoven, these people not only 
printed, haphazard, poor impressions having the 
master's name, but sometimes even undertook to re- 
arrange the composition and often to rework the 
plate. 

^^A hundred years before Rembrandt's time acid 
had been used to help out the graver. Durer, among 
I- others, used it, and he employed also, but in besitat- 
' ing manner, the dry-point with its accompanying 
'' buri^ Rembrandt's method of utilizing the rough- 
] nesa thrown up on the copper by the dry-point 
, needle was a development of its possibilities that no 
one else, even among his own pupils, has ever equaled. 
It was much the same with everything else : the 
burin of the professional engraver he handled so 
skilfully that it is impossible to tell where the acid 
or the dry-point work atomjed and the reinforcing 
■ work of the graver begaiu^When others tried to 
combine these methods they failed. The hand of 
Rembrandt was the obedient servant of hia master- 
mind : so well trained was it that with a prelimin- 
ary sketch or without it, the needle produced on the 
smoked wax surface of the copper the picture which 
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flouted before him, so correctly that the brain was 
not diverted from the ideal picture by any crudity 
in the lines. If the tools, methods, and effects 
which the great engravers had used suggested any- 
thing to him, he freely took them up and bent them 
to his will. Making free use of nil, binding him- 
self to none, he always remained the versatile, in- 
dependent student. And the strangest thing about 
it all is that he appears to have recognized, grappled 
with, and forever solved the problems of the art 
while nothing but a youth. One of the two etch- 
ings which bear the ea rliest da te (1628) and signa- 
ture is known as " Rem brandt's M other : Head and 
Bust" (No.l.) It is a delightful little plate, drawn 
11 
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with all the skill aDd freedom of a practiced haad. 
Frederick Wcdmore, an English authority on etch- 
ing saya that "nothing in Rembrandt's work is more 
exhaustive or more subtle," and S. R. Koehler, an 
American authority, called it "a magnificent little 
portrait, complete artistically and technically," and 
very truly refers to it as "a prefigurution of whiit 
was to come." A man of twenty-two years already 
a master-etcher ! 

This etching measures just about two and a half 
inches square. There are others about the size of 
a postage-stamp, while the largest one, " The Descent 
from the Cross " (No. 103), is twenty-two by sixteen 
and a half inches. The amount of labor on these 
large plates is overpowering, while the workman- 
ship in the smaller ones is almost unbelievably fine 
— think of a child's face not over one-eighth of an 
inch wide, and hands less than a sixteenth of an 
inch across, yet really eloquent with expression ! 

Rembrandt accepted the assistance of his pupils, 

as who among the old masters did not? He was, 

however, not practical enough to profit much by 

them : he could work to much better advantage 

alone. Among his thirty or forty pupils Ferdinand 

[ Bol, who came to his studio when only sixteen, 

I and stayed for eight years, gave his master most 

: assistance. Bol's rendering is at times very much 

I like Rembrandt's. Some critics think, for instance, 

'■ that he etched most of the "Goldweigher" (No. 

: 167) and "Abraham Caressing Isaac" (No. 148) ; 

both, however, are signed by Rembrandt. When 

12 
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these pupils established studios of their own, they 
made free use of their old master's compositions, 
subjects and figures. 

With Jan Liev«ns, his fellow student at Lastman's 
studio, with van Vliet, Koddermondt and other 
engravers and etchers of the time, Rembrandt was 
on terms of great intimacy. They appear often to 
have worked on the same plate, and to have borrowed 
each othei^'s ideas "without; let or hindrance." In- 
deed, it is hard to comprehend the extent to which 
exchange of ideas was carried at that time. Here 
is a good illustration of the way things went without 
protest of any sort being raised. Hercules Seghers 
etched a large landscape with small figures, after a 
painting by Adam Elzheimer and an engraving by 
Count de Goudt, entitled "Tobias and the Angel." 
This copper plate came into Rembrandt' s possession ; 
he burnished out Tobias and his companion, and re- 
placed them by Joseph, Mary and the Holy Child 
(No. 266). To cover the erasure he added foliage, 
but the wing of the angel, the outlines of a leg and 
various other unused portions of Tobias can still 
l>e seen; Rembrandt's reason for bothering with 
this plate is incomprehensible. He improved it. 
undoubtedly, but the composite result is exceedingly 
commonplace and reflects no credit upon any one. 
John Burnet, the etcher-author, has drawn attention 
to the fact that the figure of Christ in " Christ at 
Emmaus " (No, 282) is taken from one by Raphael, 
who is known to have borrowed it from da Vinci, 
and it is thought da Vinci, in his turn, got it from 



3 b, Google 



a fornoOT maaterr"^ Rembrandt Tiorrowed also from 
Rubens, Titian, Mantegna, his pupil Gerard I>ou, 
Van de Velde and othera^ Many of his contem- 
poraries and successors extended toward him the 
same sort of flattery. 
I ^_More than half the subjects of Rembrandt's etch- 
I ings are portraits and studies of the human figure; 
I about one-quarter are scriptural or religioi5^ There 
I are two dozen landscapes, and the remainder are 
I allegorical and fancy compositions. We find then 
The two most productive sources of his inspiration 
were the men oi his day and the men of the' Bible. 
This book appears to have been the only one he 
knew at all well, but of it he made excellent use. 
Despite the incongruities of his Biblical cumpositions, 
despite the bioad Dutch features, the modern, gor- 
geous apparel and side-whiskers of the patriarchs, 
the pugilistic proportions oi hie angels, his etchings 
have a truth and vital force that there is no with- 
standing. Perhaps the very fact that he clothed his 
people in a fashion that he knew well made his 
pictures the more successful in reaching the hearts 
of men. In the all too realistic "Abraham's Sacri- 
fice" (No. 283), in "Joseph's Coat Brought to 
Jacob " (No. 104), in the naive " Rest on the Flight " 
(No. 216), and many, many others, the storj-- 
telling quality is exceeding strong and the artistic 
work above criticism. When we look at "David in 
Prayer" (No. 258), beside his incongruous four- 
post bedstead, we cannot but feel that here penitence 
and sincerity is forcefully depicted. The acme of 
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Rembrandt's religious work was reached, however, 
in "Christ, with the Sick Around Him" (No. 236) 
(etched about 1650), which is often called the finest • 
piece of etched work that has ever been produced. 
It is a combination of pure etching and dry-point, 
and in the second state, there is an India-ink wash 
in the background. There are, I think, nine copies 
of the first state extant ; the last one sold at public 
auction (Christie's, 1893) brought over $8,500. 
While the Christ here is not so satisfying as the 
one in "Christ Preaching" (No. 256) which is re- 
/ markably strong and noble, it is Rembi-andt's typical 
J conception of our Lord — always ministering to rer.l 
t flesh and blood, the pour, suffering, common people. 
^What a striking contrast with the respleddent arti- 
/(iciality which surrounds the Christ of the Italian 
/masters. 

•'"^Rembrandt was his own most frequent model. 
He painted about sixty portraits of himself, and 
among his etchings we find -about two score more. 
Some of them are large and finished, as the de- 
servedly popular "Rembrandt Leaning on a Stone 
Sill" (No. 168), which is a perfect example of the 
possibilities of the etching-needle ; others are mere 
thumb-nail sketches of various expressions of face. 
He used his mother many times, and also his wife 
and son. In all these is apparent a delightful sense 
of joy in his work. Nor is this desirable quality- 
lacking in the wonderful series of large poi-traits of 
his friends : the doctors, the ministers, the tradesmen 
of Amsterdam. Perhaps these were pot-boilers, as 
16 
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some studenta of his work say, but surely never 
artist before or since produced to order a group of 
etchings that, taken entirely apart from his other 
plates would assure their author a high place among 
the greatest etchers. In the whole lot there are few 
that some authority on etching or some great artist 
has not held up as an example of work that even the 
master himself never surpassed. But an artist can- 
not always keep himself at concert pituh and when 
Rembrandt etched the portrait of his friend "Abra- 
ham Francen"(No. 291) I feel that he struck an 
uncertain, almost false note, unworthy of himself. 
We might, perhaps, account for this by saying, that 
it was done in 1656, the year o£ his bankruptcy 
were it not that the noble "Jan Lutma" (No. 290) 
which competes with the "Jan Six "(No. 228) for 
the place of masterpiece of the entire series, was 
made the same year. But he was an unaccountable 
sort of mau who could produce in a poor, naked 
studio, with untold trouble stalking him on all sides, 
such an etching as the "Lutma," such a painting as 
the "Syndics of the Draper's Guild," Iwth of which 
rank with the best products of his happy, care-free 
years of luxury. 

It is noticeable that Rembrandt had no sittings f 
from persons of high rank. So far as I can find r 
' Burgomaster " is the most exalted title that can / 
with certainty be given to any of his patrons. The I 
reason is not far to seek. Rembrandt was not a i 
courtier like Van Dyck and Rubens ; he was too \ 
independent and too busy to spend time kow-towing J ' 
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to society. A contemporary says of him, "When 
he painte<l he would not have given audience to the 
greatest monarch on earth." He calmly set at naught 
established principles and conventional rules, in 
etiquette as well as in art, and followed the bent of 
his genius with absolute disregard for the opinion 
of hie fellows. The story of "Night Watch" is 
characteristic of Rembrandt and shows the whole 
situation in minature. The members of Captain 
Banning Cocq's Company of the Civic Guards were 
Mattered by the offer of Kembrandt, then at the 
height of his fame, to paint their portraits. The six- 
teen members destined to figure in the picture gladly 
subscribed one hundred florins each, and great were 
their expectations ; but even greater their disap- 
pointment when the picture was placed on view. 
All but a half-dozen felt that they had a distinct 
grievance against the painter. Had they not paid 
for portraits of themselves? And they got — what? 
Here a face in deep shadow, here one half-hid by the 
one in front, here one so freely drawn as to be un- 
recognizable. The artist had made a picture, to be 
sure — but their portraits \ Where were their por- 
traits — the portraits they had paid for? Rembrandt 
had thought out every inch of his picture : he was 
sure it could not be better, and change it he would 
n<»t. The resentment was bitter and deep, and the 
Civic Guai-ds in future bestowed their favors else- 
where. 

There were, however, some fellow citizens who 
recognized his genius and sincerity. These stood 
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by hira. Samuel Manasseh lien Israel, whom Crom- 
'well honored, was his neighbor on the Breedstraat, 
and an intimate friend. Then there were Jan Syl- 
vius and Cornelia Anslo, the Protestant ministers ; 



No. iSj. Jacob and Laban if ) 

Jan Aaselyn and Clement de Jonghe, who were 
artists ; Bonus and Linden, the physicians ; Lutma, 
the goldsmith, and young Jan Six, " Lover of science, 
art and virtue." These and a few others are known 
and honored to-day chiefly because they were Rem- 
brundt'cf friends. His recognition of their faith- 
19 
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ulness to him waa shown in n much more perma- 
nent form than they linew. Good impressions of 
hie-etched portraits of these men are still to be seen. 
They are, like all his etchings, rapidly increasing in 
value, A "Jan Six" sold recently for over $14,000 ; 
nn "Ephraini Bonus" (No. 226) for $9,000. To 
possess such a portrait of an ancestor is little short 
of a patent of nobility. The Six family of Amsterdam 
happily have not only Rembrandt's oil-portraits of 
the Sixes of his day, but also good impressions of 
the etching of the burgomaster, and even the plute 
itaelf — that famous dry-point plate, which the artist 
worked on for weeks, and which his critics htive 
worked over ever since. Some of these critics hold 
that even Rembrandt should not have attempted such 
complete tonality in an etching, that Jan Six urged 
him to it, and that, in short, as an etching, it comes 
near to the failure line. Other critics believe that 
the artist's idea waa to show the utmost extent to 
which the art could be carried, and that in so doing 
he produced a masterpiece. Middleton, for instance, 
thinks that " it is not possible to conceive a moi-e 
beautiful and more perfect triumph of the etcher's 
art." Few, it is safe to say, can see a good im- 
pression of an early state of this portrait without 
being struck by its great originality and beauty, and 
upon closer study, I feel, a fair-minded person will 
inevitably fall under the spell of the wonderfully 
drawn face and bands, the deep, transparent shadows, 
and the soft, tender light which envelopes the whole. 
Although Rembrandt had a few such cultivated 
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75)*iai fl»rf tht A ntet. By Merattn Sirthers 

friends as those mentioned above, it was said of him 
by a contemporary German painter that "his art 
suffered l^t his predilection for the society of the 
vulgar. '^^It certainly would have been more profit- 
able for Kembrandt if he had always portrayed people 
of position and wealth, but that his art suffered be- 
cause he many times used beggers for models, it 
would be impossible toshoig?' An interesting series 
of tramps, peddlers and outcasts began with the be- 
ginning of his career as an etcher, and ended twenty 
years later wit^ the production of one of his most 
: "popular plal^fr^ Beggars Receiving Alms at the Boor 
■ of a House^^No. 233) a very freely handled, splen- 
didly composed etching, in which surprisingly few 
lines judiciously placed do the work usually allotted 
to double their number. A little plate of less than 
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four square inches, entitled "The Quacksalver," (No. 
139), strikes me aa the masterpiece of this series. 
Although Van de Velde is supposed to have given 
Bembrandt the idea for his drawing, his genius made 
it his own in realism and movement, and in its 
beauties of line, color and texture, "An Old Woman 
Sleeping" (No. 129), although scarcely to be in- 
cluded in this series, is another that has wonderful 
spontaneity. This is no posed model, but one who 
has actually fallen asleep over her book ; Kembrandt 
sees her, and before her "forty winks" are over, 
»he is immortalized, and probably she never knew it.y 
About 1640 Rembrandt began etching landscapes ^ 1 
They are free and simple in composition and treat- 
ment and show even greater force and more sugges- 
tive power than those that he painted. Practically 
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I all of his two dozen landscape platea hold uadia- 
puted first rank. They always have and probably 
always will. In "Landscape with Trees, Farin- 
'""buildings and a Tower" (No. 244), the tower is 
"ruined" in the third state. A firat state print at 
the Boston Museum of Fine Arts showd the tower 
in good preaervation. One of these prints sold at 
auction not long ago for over $9,000. Another of 
the exceedingly satisfactory etchings in the seriea, 
one that haa exerciaed a great influence on landscape 
etching all the world over, ia "Omval" (No. 210). 
<rits creator seemed fond of the fine old tree in this 
plate. He used it aeveral times elaewhere. "Six's 
Bridge" (No. 209) which is almost pure outline, and 
the "Three Trees" (No. 205), with its great aweep 
of flat country, have a right to all the praise showered 
upon them. They, too, are masterpieces. 

While Rembrandt's genius made itself manifest in 
his landscapes, it surely is absent from most of his 
animal drawings. We must remember that if he 
ever went outaide of Holland it waa for a few months 
to the east coast of England, and that the oppor- 
tunity for studying any great variety of animals in 
either place waa not great. Hia boraes, asaes, 
hogs, etc., improve as the years advance. The little 
dog with the collar of bella is well drawn. He, un- 
doubtedly, was a member of the family. 

It is an interesting fact, at a time when the illus- 
trating of books and magazines is such an important 
art, to know that Kembrandt was offered and ac- 
cepted some commissions to make illustrations for 
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books. These attempts to give form to aDother's 
ideas were not successiul — in one case it was such a 
failure as to leave it still uncertain what he intended 
to illustrate. Vosmaer, his great biographer, says 
that this print "The Ship of Fortune" (No. 106), pic- 
tures incidents in the life of St. Paul, while Michel, 
another biographer, thinks that it illustrates events 
which gather about Mark Anthony and the battle of 
Actium I 

A score of men — Bartsch, Wilson, Blanc, Mid- 
dleton, Kovinaki, to mention a few — have at sundry 
times and in divers places compiled annotated cata- 
logues of Rembrandt's etchings. They, and other 
indents like Vosmaer, Haden, Hamerton and Michel, 
have given years to study and travel in connection 
with their books on Rembrandt. All lovers of 
etching appreciate this and are grateful. Neverthe- 
less, it is amusing uometimes to compare their ex- 
pert testimony. About 1633 somebody etched a 
"Good Samaritan." Several of these experts re- 
gretfully, but frankly, admit that Rembrandt is the 
guilty one. Others are sure that a pupil did the worst 
of the work ; Haden says it is entirely the work of an- 
other hand ; while yet another declares that of all Rem- 
brandt's etchings this particular " Good Samaritan " 
(No, 101) is his favorite. Middleton, to give another 
instance, thinks that the thick lines from top to bot- 
tom, in the fourth state of the " Christ Crucified be- 
tween Two Thieves," ("The Three Crosses") (No, 
270) are not Rembrandt's work, for they serve "to 
obliterate, conceal and mar every excellence it had 
26 
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posaeased." Haden, however, considers that the 
time of darkness is represented, and that thia. par- 
ticular state is far the finest in effect. Much con- 
fusion arises from the fact that sometimes all the 
states of a plate under discussion are not known to 
each critic. The whole matter of states is a con- 
fusing one. The old idea was that Rembrandt pi-o- 
duccd various states in order to make more money. 
But it seems plain now that when Rembrandt changed 
a plate it was for much better reasons than the mak- 
ing of a few guilders. We know, for instance, that 
the "Jan Six" plate was changed twice to make 
needed corrections, and that the second state of the 
first portrait of his mother simply carries out the 
original design. On the other hand, it obviously 
could not have been Rembrandt who made the third 
state of the "Jan Lutma," with its hard, ruled Hues 
and great unnecessary window. 

If in the days of hardship, when his son, Titus, 
peddled his etchings from door to door, he could 
have foreseen the groat army of admirers who three 
centuries later should outbid each other at auctions, 
and make war in print over his experimental plates, 
his failures and his trial-proofs — now often exalted 
into "states" — the very irony of the thing would 
surely have brought him genuine satisfaction and 
relaxation. 

Rembrandt has said of himself t 
mit to the laws of Nature alone, 
preted these to suit himself, he cannot b 
painted, or etched, or done anything i 
27 
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our iaterpretation of recognized or well-groundeii 
laws. With him it was instiDct, pure and simple, 
from youth to old age. He had no secret process 
of painting or etching ; but he had an amazing genius 
for both. 

One October day in ] 669 an old man, lonely and 
forgotten, died in Amsterdam. They buried him in 
the Wester Kerk and, that he might not be con- 
founded with some other old man, they wrote in the 
"Livre Mortuaire" of the Kerk, "Tuesday, 8th 
oct. , 1 669, rembrant van ri jn, painter on the 
rozengrait, opposite the doolhof. leaves two 
children." 

Of material things he left little ; but the two chil- 
dren : Cornelia, his fifteen year old daughter, and 
Titta, the posthumous, infant child of Titus, would 
keep his name alive ! Less than a score of years 
and the family record comes to an abrupt end. No 
one to-day may claim descent from Rembrandt, but 
his name has not perished from the earth, nor his 
influence abated among the sons of men. His name 
took on new life when he laid it aside ; his influence 
strengthened when he ceased personally to exercise 
it. Who of us is not his grateful heir? Who does 
not now do loving reverence to this poor "painter on 
the rozengraft, opposite the doolhof ? " He surely 
stands among the immortals, one of the foremost 
painters of all time, the greatest etcher that has yet 
appeared. 
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It Ibat lime we Diint 
bat me: 

" New York, Dec'r. 5. 1906. Dear Mr. Holtnan : ■ ■ ■ I lend yon my 
■pedal tbaoka for your article on (he etchinsi of Renbtanilt. I ban read 
i( carefully, and let me aay plaEnly Ibat I tbjnlc II ia tbe beat Bbort treatise 
on this great subject which ever! bare read. The knowledge of the subject 
as (rested by many writers is so superficial— but yours Is profouod. You 
ban evidently nude a serious sludy of your aubject. Yours very tral)'," 



No. 139. Old Woman SUfpinr. 



Uigniecib, Google 



•COMPLETE CHRONOLX>GICAL LIST OF TH£. 
ETCHINGS OF REMBRANDT 

Here re-printed from Hind's RtmbranJi's Elckinp (London, 
1912) by special arrangement with the ptiblishers, Methnen & Co . 



ABBREVIATIONS, ETC. 

h.— bewl I S.. V S.. etc.— Brsl suie, fittb suite, elc. 

b.— bnsl ■ 2 S.. 7 S., elc .— l«o itites. leven aUtes. etc. 

r.— risht WhcB no numbcT of itatei !■ eIvcd Itiere is tml oni 

I.— lefl Mod.— Modern imptcHloD. (Tbls does not coui 

.S'.— stsned us ■ stale.) 

Z^.-dated t— or doubtful aulbeatlcily. [ODli 

ab.— about The sizes sre ot the plates,— not of Ibe etcbed aurf ac 

K.— Rembrandt When Ibe atalea vary in aiie (hal of Ibe first slat 

Imp.— impresaiou alone la Eiven. 

The aizea are Elven in tnillimeterB. 25 milllmetera equal about 1 Inch. 



1 R'aMolbar: h ,— 

iAfta-IS. S.iSfD.),r6iS. 3S. 66x63 

2 R'aMothar: b.onlr.fulirace. 

iAfUrlS. S.&DXi6aS. !S S5X71 
2> K. with a Braad;Noaa. Ab. 161*. yoxiS 

3 R. Bareheadad, with high curly balr: h. &h. At.i6tS. 90x73 
t R. Barehaadad : lane plate rouahly etched : h, & b. 

S.& DMnrnitrtt)i6ig. 178x114 
4* Ari«d M«D of Lattera. Ab. i6ig. ^jSximr 

5 Palar and John at Gata of Tampla: roosbly elchtd. 

6 Small L.I00 Hunt (with one lion). Ab.i6iti-ja. liixiiS 
1 Batfgkr Man and Bag^ar Wontaa Convaralni. 

S.& D,.l6ja. aS.ifod. rii66 

8 Bairiar Saalad Warmlni Hand* at Chaflni Dlah. 

Ab.i63a. iS. 7^x46 

9 BaUar Laanln^oD Stick, f acins 1. Ab.1630. Ssxt6 

10 BeiMar In Loni CloaK, Bitting in arm-cbair. At. liso. 115x78 

11 Bsltar Saalad on Bank. S.& D.,1630. iS. 116x69 

12 Baigar with Wooden Latf. Ab. i6io. 3 S. Mod. 114x66 

13 Begiar Man and Begiar WomaD. behind bank. 

{I. It. ins. S.) Ab.i63o. ?5. ri6x8t 

14 Man In Cloak and Fur Cap. leanlne aKainatbank. 

S.liHrevtrii). Ab.1630. Mod. 111x78 

15 Batgar In Hlib Cap, sUndIng and leaning on stick. 



la of all of Rembrandt's Stchinga. except thoae listed bdow. 
n the Print Study Room of tbe Museum of Pine Arts. Boston. 

0.2s. 3S.3«. 40.41. 41d. nb, Aid. 45. 46.59. 60. el, 64.65.67.70, 
87, 88. 102. 117. 118. 133. 166. 175. 184, 193. 
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16 R^tfad P«Mkal wllh HandB Bahlnd Him, holdlas (tick. 

Ai.iSjo. SS. 9"m 
Ab.mo- iS. I3SXH 
iei>dBeI]:aiiiBU plale. 

S.&D..1630. iS. IIBXJS 

19 ClronnifJlalsn: EDiBll plate. Ab.1630. SSr6t 

20 Chriat DiaDulintf with Doctora : smBll plalc. 

(ftSri/S. S.<SfDXi63o. 3 S. Mod. joyxrS 

21 B. orMsn IR-a rath*r7), Full face, wrariDs close cati. 

kAftrrlS. S.& DXiiji- »-S. 97Xf3 

22 B. at Han <K'a Fathar?). Wearinz hlah can, thrM-quarten r. 

S.&D..1630. sS.Mod. 105x7^ 
13 Bald-Headad Man (K'a Patbar?) Profile r. h. only. b. added ariei- 
wards. S.&D..1610. 3 S. 11&X97 

Z* Bald^Haadad Man (R'a Fathar?), Profile r.; amall b. 

S.&D.,i63B. iS. S7X43 

25 Thraa Slndlea of Old M en'a Haada. Ab.i63o. 79'S' 

26 B. of Old Mam with Flowlni Beard and Wblla Slaara. 

27 B.otOldMaa.wlthFlowlDriBaard: b.bowedforwaid: l.ahoulder 

unahadid. S.'SD..i63o. S917S 

28 B. of Old Maa with FIowId< Baard : h. inclined lhree.qDai(rrs r. 

S.&D..i63a. gSiSr 

- - - S.<Sr D.,16311. s S. gixyo 
kins over bisshoulder: b. 

S.& D..1630. jS. 75X7^ 
R. Barabaadad and Opan-Mouthad. aa If obouIiDEt b. 

S,<»D..I630. 3S. S3x7t 
R. In Cap, Opan-Moulhad and Staring; I 



Ab.i63e. S7X5S 
36 R. Barahaadad. leaninsforiraTd: b. liihil; Indicated. 

A».l63a-3I. 4 S. 61-64x48-49 
17 H. of Ifati In Fur Cap, crying out. Ab. i63'- 4 S. MXiS 

38 Blind Flddlar. S,& D..1631. 4S. 7^x53 

» H. of Manin Htih Cap; (hm-quarietST. Ab.1631. iS. 36x11 

40 Pnlaadar SlandlDtf with StlcK : profile to r. 

S. * D.. 1631. sSxzi 

41 Sbaal of Studlaa of Man'a Haada. 

SAinriMrse). Ab.163,. 1 S. t^xiif 
41a Old Baardad Man Naarly In Protll* to r.: moulh half open. 

SS lA/UrllS, 36x18) 
4l» Old Man In Fur Coal and High Cap : b. » ^. KAflet HIS. 36x1!} 
4l£ Old Man Saan from Bahlnd: PioGletor.: half fiarure. 

6S. iA/lerllS. 71x41) 
4Iif Manln SauaraCap.inprofiler. 4 S. {AfUrlJS. 45x13) 

41^ MaBCrrlDgOut. Ihree-guarteral.ib. 7 S. (Afttr II S. 39x34} 

42 Diana at tha Bath. S. Ab. 1631, 177x15^ 

43 Nakad Woman Saated OB Mound. S. Ai.1631. j S. 177x160 

44 JupHar and Antlopa : amaller plate. S. Ab.1631. 3 S. 84x111 

45 Man Mahini Watar, S.ilf D..i63t. iS. ^4x49 
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> WamuMkUntWBtsr. S.& D..i6si. 81x63 

' B. of Old Bekrdsd Mftn LooKInt Down, ibtee-quariera r. 

S.aiD..i63i. iS. Ilgxitj 

I B. of Old Mm with Flowlni B«krd : h. D«rly erect: cy« ca^t 

dowa: looklnsiltEhtly 1. S.<£f D.-iiji- ' S. 67x64 

I B. of Old MkD with Far Cap sad Flowing B«krd; nearlj' 

full face : ey™ dirert. Ab.iAji. iS. 6ixs3 

I R'aMothsrwttbHaodanChosI; smallb, 

S.i!f D..1631. 4S. Mod. 94x66 

R.'s Hothar SaBtsdFkclngR.. iDOrieaUilbeiid-dTe»:b>ilflei)B(h. 

Bha wing hands. S.& D..1631. J S. 143x139 

! R.'aMolhorSaaladalTablaLoaklniR.: three-quarler lensUi. 



I BaardadMai 



'•Fatbar?MDFi 



S. Ab.i63i- 



it R.WoariDi Soft Hal, Cooked: h. only: bodyaddedaflerwards. 



S R. wUhLoniBuahrHal 

S R. Id ftoBvy Fur Cap: fall face 

' R.WaarlniSott Cap: fullface 

J R. with Cap Pulled Forward : ] 

I R. with Fur Cap, In ovHl border: 



iOnry-flfS. S.& 0X1631. 



Ab.1631. 6S. <>ox76 

S.&D.,t63l. 63x58 

Ab.t63I. 50x44 

631. SS. Mod. 56x45 



It K. with Buahr H ^r 1 



■dCoi 



'BOtad Eyabrowa: I 



[ R. Barabaadad, 1isbtfromT.:b. KllS.only. S.) Ab.iSji. 
2t R. In Slant Fur Cap: b. S.&D.,i63,. li 

3 R. In CIobK with Falllnri Collar : b. S.iif n..i63i. 3^ 
4t R. with Jawal In Cap. A6.1631. t: 
5t B. of Young Man In Cap. ilS.imly. S.& D.), 1631. sL 
i R. In Dark Cloah and Cap : b. Ab.1631. 3! 
7 R.{?)Scow1ln(, inoeiaeon: b.ooly. S. Ab.163. 
9 Groteaa u a Profile : man In higb cap. Ab.l6si. -4- 
) PaaaanlwHh Kanda Behind BacK. S.& D.,1631. 4: 
)t B. of Snub-NaaadManlnCap: profiler. S.&D..1631 
It B. of Man la Cap, bound round tbeeari and chiu. A6.r63. 
1 Ba^iar with Slick, wHlklne. ]. .¥. & D.. i63i. 3 i 
1 Betfgarwlth L. Hand Extended. 

iAfurlS. S.<!f 0X1631. ii 

4 Bllodaaaa of ToMt : sketch. Ab. 1631. $ i 

5 Saatad Beggar aad Dag. {//S.onlr. S. & D.), 1631. iS. 
S* Stout Han In Large Cloak. Ab. 1631. 

St Old Woman Seated In Collaze. with atHueof onions on wall. 
uts.oKh. s.&D.).i6si. jr 

T Leper "LazarueKlap." {After rs. S.& O .1631]. 6i 
1* Beggar Mao and Beggar Womaa. Ab.i63i 

i Two Beggara Tramping TewardeR. 

(Onrrs. S.t Ab.1631. 3 
i' Two Slndlea of Boggara. Ah. rtfj 

) Baggar with Crippled Hand Leaning oa Slick R. 

Ab.1631. 5 
) Old Beggar Woman wllb Gourd. Ab.1631. >S. Moo 
It Baggar Standlitg Leaning CD SHckL.: anMU plale, 

fS. Ab. 16: 
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S2t B. of Old WomkD In Furrad OoaH mi 

831 B.of OldWomkDlBHIihHekd-DraHboundroundchlD. 

Ab.i63t. iS. 7lx7t 
M> B. of BakrdlM* Mm <R,.'b Fkthep?) In fur elotk and cap: 
lookiBsdowii:thtee-<juiirtitnl. S.& DAl«'ia).i63i. 3 S. f4*sS 
S5t B. of BaldHkntR.'s P«th*r?) iu fur cloak lookinE r. 

S.&D..i6sr. 3S. 66xiS 
Mt B. of Bftid Mko Looking Down, Orianlnri- 

S.&D.,l63i. 3 S. 6gxs7 
m B, of Old Baardod M«n with High rorshoad and cttue cap. 

S.tSf D..1631. iS. SSX74 

sat B. of Old Man Looking Down. «llb wairy halt and beard: cap 

added afierwarda. yflS.only. S.') Ab.1631. 3 S. 57x40 

mt Small B. of Boarded Man Looking Down, with tytf oearly 

closed. Ab.iejil iS. 44'tt 

W Shaet of SludUai h. of R.. beSEar couple, h.'sof old man and old 

»t R.'a Mother In WIdow'a Dreaa and Black Clovea. 

J. Ab.l63if Mod. ISOXII4 

92 Old Man SaaUd, with Flowing Board, fm cap and velvet cloak. 

S.& D. Ab.ib3>- 3S. Mod. ISOX119 

93 Man Standing In Oriental Coatume and plumed furcap 

S.& D.,1131. Mod. 107x78 

94 St. JaromoPparIng: arched print. S. iff D.. 1631. 3 S. raSxSo 

95 HoIt Family. S. Ab. 1633. ^171 

96 Kaialngof Luarua ; larser plate. S. Ab.16^3. tiS. M-sd. 366x158 

97 Rat-Klllar. S.&D..t63i. aS. 140x124 
IS Polandar Loaning on Stick: profile!. Ab.i63i. 6 S. 81x43 
99 Tupbanod Soldlor on Horaoback. 

SAinriveritl. Ab.l6s'- ' S. StxsS 
lOD Cavairr FIgbt. Ab t6!t-3. iS. 108x83 

101 Oood Samaritan. Ut^S.only. S. <^ 0X1633. 4S. 158x118 

102 Daaoant from Croaa: Aral plate. S.& D.. 1633. 516x401 

103 Doacant from Croaa : second plate. 

S. & D.. 1633. 5 S. Mod. 530x410 
IM Joaapb'a Coal Brought lo Jacob. S. Ab.1633. Mod. 107x80 
IDS Flight Into BgTPt: small plate. S.&D..i633. > S. 89x61 

1D£ Ship of Fortune. S. & D., 1633. 3 S. 111x177 

107 K.'a Mother In Cloth Hoad-Dreaa, looklnfc down : h. only. 

(Afltr/S. S.&ZI.).i633. 3S. 61x58 
lOS R. In Cap and Scarf : face dark : b. 

illS.onty. S.Hf D.).l633- '5. Mod. I46xab.ii9 

109 R.wlth R^aedSabre: hairienslh. S.& D..r634. j S. 114x108 

110 R. with Plumed Cap and Lowered Sabre; three-quarter length : 

afterwards b. in oval. S.& D..r6u- 3 S. Mod. 197x161 

111 JanCornallaSTlvlua. Fraachar. (7) 

S.&D..1634. iS. Mod. 16JXI40 

112 R.'a Wife Saafcla, with pearls in her hair. b. S iSf D.. 1634- 86x66 

113 Woman Reading. S.&D..1634. 3 S. 113x100 
lit Pea* ant. One of Pair. Calling Out. S:& D.,ii34. 111x43 
lis Paaaant: Otharof Pair, Raplrlng. S.& D..i63'4'i. 111x93 
llfi Two Trampa, Man and wonuu. A^. 1634. 61x47 
117 Shaet of Two Slight Stndlaa : one of two peaaanli 

Ab. 1634. 45x75 
33 
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118 Jomeph BDd PoHpliBF's Wf*. S.iSf D..i63i. iS. Mod. 90x114 

119 St. Jarome Rekdln^. S. & D., 1634. 1 S. loSxSv 

120 An^el Ap«e«riDt to Sbapharda. 

{AflerlS. S.&D.).r6j4- J -5. Mod. 162x31 

121 Chrtal at Emmiiua : Bioillcr Dlatc, S. iff D.. 1S34. 101x71 

122 Chrlet aod Wonuut of Samaria : amonK tulm. 

S.iSt D..i6u- 'S. Mod. nrxio6 

123 CrucinslOD ; umall cute. S. Ai.1634. Mod. 95*67 
IM Tribute-Uonar. Ab. 1634. 1 S. Mod. -jjxtos 
12S Stoning of SI. Staphen. S.& D..ii3s. Mod. gsxSs 
1Z£ Chrlal Driving Hooay^Changars fropo Tampl*. 

S.&D..163S. iS. Mod, 135x167 

127 Gtrlwlth Hair Falling on Shouldara (The " Great lewlah Bride.") 

iA/Urf.S. S. & D.. in rtvtru). 1635. 4 S. 110x168 



a Urtanbogaart, Preacher of aecl of ArmlnL 



kAncrllS. S.&DX1631. 6S. Mod. 1S''XIS7 

129 Old Woman Sleeping. Ab. 1635-7. 69x51 

130 Old Bearded Man In HUbFnr Cap, wllbcloHdeyea. 

S.<.also S.ailk initial R.inreverUi. Ab. 1635. Mod. iiixioo 
\i\ Flrat Orlantal H, (R/arather?) S.& D..163S. aS. Mod. 150x114 

132 Second Oriaatal H. iR.'a fatber?) S. Ab. 1635. 150x115 

133 Third Orianlal H. S. &. D.. 1635. 155x134 

134 FourtbOrienlalH. S.imilh initial R.) Ab.iiji. 3 S. 159x135 
1351 H. of Old Mao In High Fur Cap. Ab. 1635. 44x31 
136 Bald Old Man wllh Short Beard, in profiler. 

Ah. 1635. iS. 66x56 
137t Cnrlr-Headad Man wllh Wrr Month. Ab.i63S- 'S. 64x60 

138 Pelander Standing with Arma Folded. Ab.t635. iS. 5tx47 

139 QuacKaalTar. S. <Sf D.. 1635. 77136 

140 St. Jarona Knaallog In Frayar. Lookins down. 

S.& D.,r63s. Mod. 114x80 

141 Pancake Woman. S.& D..1635. 6S. Mod. 109x79 
l<2t Strolling Mualclana. Ab. 163s. i S. Mod. I39"'6 

143 CbPlat Before Pilate : lane plate. S. iSf D.. 1635^. 5 S. 550x446 

144 R.andHlaWlfeSaakla: buala. S.&V..1636. iS. Mod. 104x915 

145 Studlea of H. of Saakla and Othera. 

S. tS" Z>., 1636. Mod. 151x117 

146 Samuel Manaaaab Ban larael, Jewish author. 

S. iff D.. i6j6. jS. 149x107 

147 Relum of the Prodigal Son. S.& D..1636. Mod. 156x136 

148 Abraham Careaaing I aaac. 5. Ab.1637. iS. Mod. 116x89 

149 Abraham Caatlag Onl Hagar and lahmael. 

S.<ffD..i637. 115x95 

150 Bearded Man Wearing Velvet Cap with Jew*! Claap. 

S.lff D..1637. 9sxSs 

151 Yoang Man In Velvel Cap wl(b booka beside bim . 

S.iff D..1637. iS. 96x83 

152 Three Haada of Women, one aaleep. 

S.CffD.,1637. iS. Mod. 141x97 

153 Thraa Heada of Women, one liihlly elcbed. 

Ab.t6s7- iS. 117x101 

154 Study of Saahla aa St. Catharine (The " Little lewlah Bride.") 

S. & D. Un rtvtru), ligS. 110x78 
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lis Sh**t witb Two StBdlev: A Ifce and opper pari of h. wcitIbb 

wl»et«p. H. Ab. i6jS : trttposiiblj'liltr. jSxij 

1S6 R. Id V«l«at Cap and Plutna. with an embroidered dteas : b. 

S, &. D: r6sS. Mad. 134^103 
i;7 R. In Flkt Cap, with ahawl aboDt ■boulders. 

Ab.iOjS. iS. Mod. MKiJ 

155 Mkb In Broad- Brimmed Hat and Ruff. 

S.dfD..r6jBlorr6jS). Mod. 78x64 

159 Adam and Ets. S.& 0..t6sS. iS. 161x116 

160 J oaaph Tailing HIa Dreama. S.tHf D..163S. j S. Mod. iiaxSj 

161 Daalh of Virgin. S.dr D.,r6jg. 4 S. Mod. 409x3'! 

162 Praaanlallon In Tampla ; oblons crlal. 

Ab.i63f. 3 S. Mod. 113x1^ 

163 Shaalof Sludlea.wllhwomaDlyiaEllliDbcd.elc. Ab. 1639. 135x111 

164 FeaeanI In High Cap, Btandina leanlDir oB slick. 

S.&D..i63g. Mod. 83x44 

165 Death ADpaarlng to a Woddad Coupla trom Opao Grara. 

S.& D..i63i>. 109x78 

166 SkaUr. Ab.1639. 61x38 
IGT Jan Urtanbogaart. ReceiTcr-Beiieral (The " Gold-Welgber ")■ 

S.tyD..i639. 3S. Mod. 130x104 
16S K. LsanlDg on Slona-SIII : halMeaitb. 

S.&D..r6j9. jl'>S. KSXI64 

169 Old Man Shading Eves wittt Hand. Ab.i63f. iS. 134x114 

170 Old Man with Divided Fur Cap. S.&D..1640. 3 S. 149x137 
in Babeadlogof JoholheBaptlet. S.& D..ii4o iS. Mod. 118x103 
VIZ Triumph of Hordecal. Ab. 7640. or later. 174x11$ 

173 Chriat Cmciried Between Two ThleTea : oval plate. 

A b. 1640. or lalfr. 2 S. Mad. 135x100 

174 Sleeping Poppy. Ab.i64of 3 S. 64x105 

175 Small Gray Landac ape : Hoaae and Irees beside pool. 

Ab.l64a. 3Sx8l 

176 VIewof Amaterdam. Ab. 1640 lor tarlierf) i S. 111x153 

177 Landaeape with Collage and Har Bam ; oblons. 

S.&D.,ii4'- '19x311 

178 LandacapewllbColtageandLargeTrae. 5'.d'Z)..j«/f 115x310 

179 Windmill. S.&D.,i64l. 144x107 

180 Small Lion Hunt, with two Ilona. Ab.r64i. iS. 154x121 

151 Large Lion Hunt. S.&D..1641. 2 S. 124x300 

152 BapHam of Eunuob. S. & n.. 1641 . 1 S. Mad. 180x113 
183 Jacob and Labanl?) S.-^ D.'.mraerst).i64i. 1 S. Mod. 144x113 
1S« Spanlah Glpar (Pieciou). Ab. 1641. 133x113 
185 Angel Departing from Family of Toblaa. 

S. <Sf D., 1641. 3S. Mod, 103x154 

156 Virgin and Child In Clouda. 5. dr' D.. i6ti. 166x104 
187 Cornelia Claeai Analo, Uenoonjle preacher. 

S.&D..I64I- SS. 1S6X157 
IBS Portrait of Boy. In profile. .S. & D.. 1641. 93x66 

189 Man al DeaK,«e«>ltiscros*Bnd chain. 5.6f D..1641. 4 S. 154x101 

190 Card-Player. .S. & D.. 1641. 3 S. Mod. 90x81 

191 Man Drawing from Caat. Ab.1641. i S. Mad. 93x64 

192 Woman at Door-Haloh TalKIng to Man and Children (The 

■' Sehoolmaater.-) S.& D.. 1641. Mod. 94x63 

191 Virgin with Inatrumonta of Paeelon. Ab.iW- 1 S. iinxSi 
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194 Hknln ArbouF. S.<Sf D..r6fi. 7ix3& 

GIpI with BttaKet. Ai.1641. iS. S6Z63-60 

Sick Womu with Lsrie White H«ad-Dre*s ISa^kia). 

Ai.i^l. 6tx5r 
Ilatf. Ab.i642. 17x67 

s'.ii!D..i6ti. aS. rHoi. isBxiis 

199 ThaDeBOeDt Train CrOBBCBkelch. S.iSr D..r64i. 14^x115 

200 Flute.PlaTor(L'EspieBle). KAfletlS. S.& D.\.iH3. 4 S. •77xt4f 

201 SI. Jerome la Dark Cbainbep. S.& D.,1641. iS. Mod. 110x173 

202 Student si Table by CkadleLldhl. At. 1641. s S. r^risr 

203 Cottade with While PbIId*. 

.T. (S-D.,rf*i. IDale onl, in rr S.-) i S. isoxrsS 

204 Ho*. S. <& D.. i64j. iS. I43'"S4 
20s Three Tree*. S. & D.. 1643. iiixiSo 

206 Shepherd kad FmdIIi'. 5.& D..1644. 95x67 

207 Sleeplni Herdemsa. At. 1644. 7Sx,t7 
20B Reel on Flldbt; olehi piece. .lb. 1644. 4'S. Mod. 9ixS9 
209 SIz'a Bridge. S.& D..16K. j S. 119x233 

Omval. S.df D.,i64i. i S. Mod. rS^xais 

Boal-Houa*. S.& D..1645. 4S. "7x133 
Cotladea Be«ld*|Can>] : with church and uiline boat. 

Ah. 1645- aS. r4Bx»07 
L3 Collage and Farm Bulldlnga. with dud gkelchins. 

Ai.i64i. 119x108 

AbPKham and laaae. S.& D..164S. Mad. 157x130 

Cbrlat Carried to Tomb. 5. Ah. 164s. 130x107 

Real on FlldhI : liihtlT etched. -S'. & £>.. 1643. 09x114 

Si. Peter In Penlteace. S. & D.. 1645. iSixri6 

OldMaolnMedltatlaD.lHalnzoabook. At.ii4S. 'S'xirHi 
BeMarWemanLeanlaion Stick. S.<^D..i646. iS.Mo4. S1X63 

220 Study From Nude; Man sealed before curtain. 

S.&D..1646. IS. 164x96 

221 Study FroBi Nude: Man BeatedoD iround iflthonelesextended. 

S.&D..1646. Mod. 97x166 

222 Sludlaa From Nude; one man Ksted, another standinE : with 

tTDman and baby llEhtly etcbcd In backETound. 

AI>./646. jS. Mod. 194x118 

223 Le Lll a La Francalae (Ledekant). S.&n..i646. 3 S. is>xii4 

224 M oak In Com tl eld. Ab. 1646. 4^x65 

225 Jao Coraelle Sylviua, Preaoher : mslhumouH portrait. 

S.& D..i&ti. iS. i78xjSa 

226 Ephralm Bonua. Jewlah Phyalclaa. S.& D..1647. iS. 140x177 

227 Jan Aaaelya, Palnler. S.&D..i6..f 3 S. Mod. iiixl7o 
22a JaoSlz. (A/lrrlS. .S. df D.', 1647. y.'i. Mod. 1/5x191 

229 Rembrandt Drawla< at Window. 

iA//frrS.) S. or £>.. 164s. 5S. Mod. is7XitS 

230 Sheelot Sludlea with H. of R.,BeseBr man. woman and child. 

2J1 Artlal Drawlad from Model ; UD6nished plale. 

Ai.i64g,or lalerf 1 S. Mod. 131x184 

I S.&n..i64S. iS. 179x1-1 
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U] BaAtar* R«c«lTlnf Alma at Door of Houaa. 

s.nr D..164S. is. Mod. 164x118 
iM J«wB la SynKiatfaB. S.& D..i64g. jS. Mod. 71x119 

23S Madaa: or Mariiata of Jaaon aod Crauaa. 

KAfurins.) S.&D..164S. 5S. iftxin 

216 Chrial, with SIcK Around Him, RecalTln* I.lltla Cklldran 

("Huodtett Guilder Print.") Ai. 16^9. 1 S. Mad. ijSxjSg 

is; looredulltrorTkomKB. S. & I>. . i6s<'- itixim 

V» Canal with Anilarand Two Swaaa. S.& D..i6so. 1 S. Sizra^ 
U) CaBftI with Larde Boat and BHdge. S.df D.,ii5a. 1 S. Sixioj 
2M Landacapa with Cow DrtnKlntf. At.i6so. 1 S. Mod. 101x119 

241 Landscape with Har Bam and Flock of Shaop* 

S.&D..16S0. iS. 83x174 

242 Landaoapa with Mllk-UaB. A b, 1650. 1 S. 65x174 

243 LaadaoapewHhObellaK. Ai.i^io. iS. Sjxi6o 
M4 Landaoap* with Traaa, farm bulldlnss and town. 

Ab.r6,ia. 4 S. 113x318 

245 Laodacadawlth SauaraTowar. S.'Sr D..i6so. 4 S. SSxrss 

246 Landao ape with Three Gabled Cotlariea Beelde Road. 

s.&n..i6sB. 3S. 161x101 

247 Xha Bttll. S. df D.. 16S . f 76x104 

248 The Shell. S.&D..i6so. 1 S. 97x131 
J49 Ooldwelihar'a rield. S.&D..i6si. 110x311 
!50 XlieBathara- S.& D..i6ii. iS. Mod. 109x137 

251 ClemanI de Jeniha. PriDtaeller. 

S.&D..16SI. 6S. Mod. 106x161 

252 Bllndneaa of Toblt : larser plate. S. & D.. 1651. 161x119 

253 Flight Into Etrpt : nlKht piece. S.iSf D..1651. fS. Mod. 117x110 

254 Slarof theKlDga : nleht plr«, Ab.i6si. Mod. 94x143 

255 Adoration of Shepherda : alehl piece, 

Ab.i6si. SS. Mod, 149x198 

256 ChH»tPraaohlngC'I,a Petite Tombe,"> Ah. i6si. Mod. 153x107 
251 Chriat Dlaputlog with Dootora 1 Bketcli. 

S.&D..16SI. 3 S. 116x113 

258 DaTtdlaPParar, S.& D..1651. 3 S. Mod. 143ii93 

259 PaaakDt Family on Tramp. At. 1651. Mod. 111x91 

260 Fauet In Study, Walchlt>( Magic DIak <" Dr. Faiutui "). 

Ab.i6s>, jS. Mod. 109x161 

261 Tllua Van Rjn. R,*a Son. Ab.1656. 101x71 

262 Sheet of Studlea, with wood and pallnE. Parts of two beads, borse 

andcsrl. Ab.i6si. 108x136 

263 Clump of Tpeee with Vlata. 

{AfttrTS.t SiS'D..i6si. iS. 155x110 

264 Laodacapa with Road BaaldaCan^. Ab. 1651. {74-79)1109 

265 L.Bndaoape with Spartaman and Dog*. Ab.1653. iS. 119x157 

266 The PlUht Into Egral : Altered trom " Tobias and the Angel " by 

Herculea Seehera. Ai.t653. 7 S. 113x184 

267 St. Jerome Reading, In Italian Isadicape. Ai.i6s3. 1 S. 160x107 

268 Jan Aolonldaa Van Dar Linden, ProfeBKn- of Medicine. 

,66s. 6S. Mod. {ii4-\-49)xioi 

269 Llarao Wlilemai Van Coppanol. Writing- Uaater : (mailer plate. 
' '-. [653. 6 S. 157x139 
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L Christ Praaantad to Peopla : Urge oblons plate. 

{After tie I' S.) S. & D.. 1655. 7 S. jUsx^i 
! Golf-PlkTar. S.& n..i6s4- l S. Mod. 1/6x144 

I AdaraUoo of Sh*ph*rds <wl(h lamo). 

S. Ai.i6u- 'S. Mad. 103x139 
I Ciroumclalon (in Stable). 5. & D: 1654. 3 S. Mod. 94x144 

\ Virgin and Child with Cal : Joieph at Wladow. 

S.<»D..i6S4. }S. Mod. 94x143 
\ Flight Into Egypt : Holy Family croaslns brook. 

S.&D..I654. Mod. 94x144 
' Chrlal 8«Bted DlapuMog wllh Dootora. 

S.&D..16S4. iS. Mod. 9SXI44 
i Chriat Betwaen Hla PkrSDta, Returning rrom Temple. 

S.&D..,6S4. 94x144 
> Praaantalleo Id Temple: Dark manneT, A b. 1654. 110x163 

J Deacant from Croaa: by lofcMlstai, S.& D.,1654. Mod. iioxrSi 
\ The Enlombmenl. Ai.1654. 4S. iiixi6i 

■ ChrialBtEmmaua: larEcr plate. S.& D..r6s4-3 S. Mod. 309x159 
1 Abraham' a Saorltlce. ^ S. &D..i6s$. 136x131 

\ Four Illuatratlone to Spaolab Book. 

i.On each pari after IS.) S.&D..i6s5. SS. TheundividtdtlaU 179x160 
! The Goldamlth. S.&D..t6ss. iS. Mod. 77x57 

% Abraham Entertaining tha Aogala. S. (Sf D., 1 

I Jacob Haarlng (The" Old Haarins"). At.rdis. 

I Thomaa Jacobs! Haariag (The " Voane Haatfns "). 

S.<if D..l6ii. sS. A 
I Arnold Thollnz. Inioector Uedlcat CoUCEes at Amsten 



1 Jan Lulma. the Elder. Goldsmitb and Scolplo! 

(AfUrIS.1 S.&D..1656. . 

I Abraham Franoan. Art Dealer. 



. 19SX149 



S. Mod. 



. i6s6, or laterf 9 S. Mod. 131x308 
\ St. Fraocle Banealh Tree. Pravlng. S. df D.. 1 

3 Agony In the Garden. S.& D..1&5 . . i,Ab.i6s7f) Mod. r/SxSs 

4 Chrlel and Womao of Samaria : atched print, 

{OnUIS.) S.&n.,,6iS. 3S. Mod. 3asxl6o 

h Phoanizi or Statu* Overthroirn : AUeiory of doabtful meanins. 

S.&D..I-' " ~ 

i Woman Sitting Half Draeaad Bealde Stove. 

S. & D.. i6sS. 
! Woman at Balh, with bat beilde her. S.&D.,i6iS. 
i Woman Balhlag Her Faat at BrooK. S.& D.,i6iS. Mod. 159x80 
i NagFeaa Lying Down. S. df D.. Htja. 3 S. Mod. 80x157 

1 Llavan WUIemaz Van Coppenoi. Writing-Maater : larger plate. 

Ai.iSsS. 6S. Mod. 3411390 
[|*K. Etching. S._&D..z6s8. 118x64 

t PaterandJohnHeallngCripplealGataor 



302 Jupllar and Antlope: larger! 



9 D.. 1659. 4S. Mod. 
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LIST OF THE REJECTED ETCHINGS 

(In tlie iwder of Baruch rnnci Seidlitz, but with [he Hind numben.) 

fly fttbtA. 

X6 Abraham Caallnd Out Heager and lahmael : delicately etched. 

307 Rest on the Flight. 117x163 

Kg Bsh«adlntf at John tha BapUat. S. wilh S.'s moHatrntn. isSxi34 

309 St. Jarom* Koaallnt : Ibtec Dtale. jSarsS' 

Hour of Death. 1644. isSxSg 

Tba Ral-KUIar. 114x81 

W^oman Cutiind HerMlatreea'a Nalla (Balbaheba?). 124x95 

Cupid Raallng. S9XI19 

Old Mao In Turban. Standing with Stick. rjgxrog 

Xb* Aatroioter. S.f.hol. 1401117 

Phlloaopher In HU Chamber. yoxsr 

Phralclan Feeling Fulae of Patient. 7oxi4 

A Tramp, with Wife and Child. 66x70 

Paaeanl. Standing. 38x33 

330 Paaa ant Woman, Standing. igx36 

321 Beggar In Tall Hat and Long Cloah. iritli cotlaEc and tuo 

figures In background, ii8xS6 

322 Slch Beggar and Old Beggar Woman. 76x36 
3Z3 Landaeape with Cow: souare tower in dlstaoce. 71x110 
3Z4 Village with Two tiahled Cottagaa on Canal, $6x174 
12S Laadecapewlth Coach. 1^^x177 

S27 Clump at Treea Bealde DyKe-Road. 73x104 

328 Orchard ^Ith Barn (" Paysaeeaux den' all^a"), 3 S- gixios 

329 VlllagawllhKulnadTowar- 

S.& D..J.Koni«ck.i66.\. 100x1^3 

330 LsBdacape with LIttU Figure of Man. 

331 Canal with Cottage* and a Boat. 3 S. i66xi8i 

332 Tba Large Tree, :63x11s 

333 Lsndacape with a White Fence. '}oxi6i 

334 Tbe Angler In a Boat. 111x139 

335 E^andeoape with a Canal and Cbarcb Tower. 80x180 

336 Low Houaa on th* Banha of a Canal. Sienid P. D. IV, 77xioj 

337 The Wooden Bridge. 76x10^ 

338 L<aodacape with Canal and Pallaade. D. 1639. 73x104 

339 The Full Har-Barn. 99x133 

340 Cottage wllh a Squam Chimney, 74x177 

341 Houae with Throe Chlmneva. 90x160 

342 The HayWalti. 681:31 

343 The CaatI*. 7<)xio! 

344 The Village Street. . Signtd P. D. IV. 81x153 

345 tinflnlahad Landacape. Sitntd P. D. (f. 1693 {nr 1639). 90x163 

346 Landacape with Canal, Angler and milk-man. 

Sitn/d P. n. W. jgxio6 
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347 Young Man Saatad.wilbKume-baff. D.iis". 78x67 

[348] Bara-HeadadOldManwllhHkndaupooBook. 

349 B>ld Old M&n In Prafll* 1„ 7^x69 

350 OtdMnn wlthBeard.lnCft»: proGler.: In onl. Mad, 71x54 

351 Mao wllh Squarn Bnard and Curly Hair. 

(352] Man Crying Out, thr«-iiuart«B 1.: bust. 

353 Bust of Man with Thick Lip*. jsx6o 

354 Phlloaopliar wllk Hour-Glaaa. IVoodnl. ssxso 

355 ThcPaloinr. joxSs 

356 Head of Young Man In Broad ■Brimmsd Hat : In oclagroti. 

357 Young Mania Broad-Brimmed Hal : llcbtly elched. 91x67 

358 BuBl of YouDg Man with Foathora In Hat. 7,xs! 

359 SmallHaadof ManlnRutfiwIth Faalhera In Cap. 3'xr? 

360 White Negro. SitntdA.dr Hat. 120x103 

361 So-Called Study for Great Jewlab Bride. /JJS97 

362 Old Woman Meditating Over Book. 

363 Rembrandt'e Mother : buM. 79x63 

364 While Negreaa. S.vit* K.'stmnatram.iH rntrie. tnxSj 

365 Head of Old Woman: Cnlasfir aa band round brov. 

S. mith R.-> MBnatram. 36^43 

366 Young Woman Reading. ia6xm 

367 Head and Shouldere of Dog : skciched In cotncc ot plate. iigxi$a 

368 Slight Study of Woman'a Head. 64x65 

369 Headend Bual of Man with Beard: lookinsdomi towards I. 

79*63 

370 View of Amsterdam. S^xns 

371 Two Cottagea with Pointed Gable*. 66x173 

372 Village Divided by Dyke. Signid f. D. W. 76X1S3 

373 Angler In Boat. SjxiSi 

374 Laadacape with Two Anglera. SnrSo 

375 Twn Ruined Collag**. tijxiSi 

376 Old Barn. 73^114 

377 Suppoaed Portrait of Jan Six. ^61145 

378 Profile of Old Bearded Man In Turban. ^■X3, 

379 ProflleotJewlah'LooklngOIdManlnFur Cap. 47x19 

380 Old Man with Pointed Beard. 6HSS 
3B1 Head of Man with Curly Hair and Thin Mouataohe. 63x51 
332 Jew Standing. jn(o 

383 Head of Rembrandt'a Mother. 50x41 

384 Portrait of Rembrandt. j^xjj 
3SS Child Asleep. 3SX40 

386 Bathaheba. ti&xiii 

387 Old Man In Broad-Brimmed Hat: bual in proaie, 51x31 
3SB The Clrcumclelon. 

{ffS.onfy. S.) Rimbranitficil. s S. i!4t'i65-i6,<) 

339 Head of Old Man with Snub Nose : In cap ; oiofile lo ]. 271;! 
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